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CHAPTER V 
SOME HISTORICAL PERSPECTIVES ON THE 
MONTEVERDI VESPERS 
It is one of the paradoxes of musicological research that we generally be- 
come acquainted with a period, a repertoire, or a style through recognized 
masterworks that are tacitly or expressly assumed to be representative, Yet a 
masterpiece, by definition, is unrepresentative, unusual, and beyond the 
scope of ordinary musical activity. A more thorough and realistic 
knowledge of music history must come from a broader and deeper ac- 
quaintance with its constituent elements than is provided by a limited quan- 
tity of exceptional composers and works. 
Such an expansion of the range of our historical research has the advan- 
tage not only of enhancing our understanding of a given topic, but also of 
supplying the basis for comparison among those works and artists who have 
faded into obscurity and the few composers and masterpieces that have sur- 
vived to become the primary focus of our attention today. Only in relation 
to lesser efforts can we fully comprehend the qualities that raise the master- 
piece above the common level. Only by comparison can we learn to what 
degree the master composer has rooted his creation in contemporary cur- 
rents, or conversely, to what extent original ideas and techniques are re- 
sponsible for its special features. Similarly, it is only by means of broader 
investigations that we can detect what specific historical influence the mas- 
terwork has had upon contemporaries and younger colleagues, and thereby 
arrive at judgments about the historical significance of the master com- 
poser. 
Despite the obvious importance of systematic comparative studies, our 
comprehension of many a masterpiece stiIl derives mostly from the artifact 
itself, resulting inevitably in an incomplete and distorted perspective. An 
archetypical case in point is Claudio Monteverdi's Vespro della Beata Ver- 
gine of 1610, which has received widespread attention in recent years, but 
almost entirely as an isolated phenomenon.' This is hardly surprising in 
view of the fact that Vesper psalms and Magnificats of the seventeenth cen- 
tury have been the subject of very few scholarly studies, and the few-voiced 
motet repertoire of the early Seicento (there are four such motets in the 
Monteverdi Vespers) has scarcely fared better.2 
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As a result, studies of the Monteverdi Vespers have hardly begun to treat 
the major historical issues posed by the publication's relationship to con- 
temporary and subsequent Vesper repertoire. Most research has focused in- 
stead upon the liturgical question raised by the alternation of psalms and 
sacri concentus throughout the original p r i m 3  But even this troublesome 
problem might be further illuminated by an investigation of contemporary 
Vesper music. It is through just such an examination of the historical con- 
text of the Vespro della Beata Vergine that a broadening of our perspectives 
on this important work will be attempted in this essay. 
A survey of extant Vesper music prints from the late sixteenth and early 
seventeenth centuries reveals several different categories of publications. 
The main type of print in the late Cinquecento consists of single settings of 
psalms 'per  tutte le solennitci" (the actual number may vary from thirteen 
to twenty-one), following the example established by Willaert and Jachet of 
Mantua in their celebrated collection of 1550.4 These prints supply poly- 
phonic psalms for all the major feasts of the liturgical year (excluding ferial 
Vespers), frequently incorporate one or more Magnificats, and sometimes 
begin with a polyphonic setting of the Vesper respond, Domine ad adiu- 
vandum. Falsibordoni may also be included, and a few Vesper collections 
after 1589 contain a single mass setting. Such publications form a rather 
homogeneous repertoire, each collection designed to fill the same liturgical 
needs. 
Late in the sixteenth century, however, some new types of Vesper collec- 
tions embracing a greater diversity of compositions began to appear 
alongside the old. In addition to Vesper psalms for all the major feasts, a 
small number of motets was sometimes admitted; frequently the four 
Marian antiphons for Compline were included; and falsibordoni in all the 
tones were common. This diversity of contents became especially significant 
during the last decade of the century, confirming further the breakdown of 
traditional formulas and techniques often observed in music of this p e r i ~ d . ~  
These complex collections could easily grow to unwieldy proportions. By 
the time a composer assembled a complete Mass Ordinary, settings of all the 
Vesper psalms, some five or six motets, two or three Magnificats, falsibor- 
doni, and perhaps even four Marian antiphons, his publication had become 
inordinately large and correspondingly e~pens ive .~  The practical response 
to this problem was to reduce the number of psalm settings, leaving just 
enough to cover most efficientIy the largest possible number of feasts. A 
collection first published in 1599 by Antonio Mortaro of Milan illustrates 
this solution.' Mortaro's print contains a parody mass, the Vesper respond, 
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the psalms Dixit Dorninus, Laudate pueri, Laetatus sum, Nisi Dominus, 
Lauda Ierusalem, Confitebor tibi, Beatus vir, and Laudate Dominum, four 
motets, two Magnificats (one a parody Magnificat), and a set of falsibor- 
doni. The eight psalms represent a substantial reduction in the number of 
psalm settings, but they are carefully chosen. The first five are those re- 
quired for all Marian feasts and feasts of other virgins as indicated in the 
Common of the Saints. The last three, in conjunction with Dixit Dorninus 
and Laudate pueri, serve for a variety of feasts from the Common, in- 
cluding first Vespers for feasts of Apostles and Evangelists, Confessor 
Bishops, One or Several Martyrs, and One or Several Pontiffs. The first 
group of psalms may be characterized as the "female cursus" and the sec- 
ond as the "male cursu~."~ These eight psalms, therefore, while not cover- 
ing the entire liturgical year, could still prove quite useful to any choir- 
master. 
In fact, Mortaro's entire collection is designed with a multiplicity of prac- 
tical purposes in mind. The mass setting, of course, is part of a completely 
separate rite which preceded Vespers during the day. The motets might have 
been employed in a variety of ways: possibly during the performance of the 
mass, perhaps in the Vesper service, in church on other occasions when their 
texts were suitable, or even in secular surroundings. The Magnificats are 
part of the Vesper Ordinary, and the textless falsibordoni provide alter- 
native possibilities for singing the psalms (including all those omitted from 
the collection). They could even have been used for ferial Vespers or other 
services requiring psalms, such as Compline. 
Not only does Mortaro's collection possess considerable flexibility in its 
practical application, but it also furnishes a more complete body of music 
for a. single Vesper service than the collections ' per  tutte le solennitd. " In 
the one publication a maesrro di cappella had enough music to perform an 
elaborate polyphonic Mass and Vespers on an appropriate feast day. Not 
only are all the major items supplied, but there is also a polyphonic setting 
of the respond and several motets from which to choose. 
Mortaro's collection is illustrative of several related tendencies in sacred 
music publications around the turn of the seventeenth century. First, the 
contents affirm the aforementioned breakdown of the homogeneous collec- 
tion. Second, this breakdown reveals a desire for more flexible practical 
applications of the single publication. And third, the provision of enough 
music for an elaborate polyphonic service reflects an interest in expanding 
the scope of polyphony at Vespers. That a11 three are broad-based historical 
trends is demonstrated by the fact that during the period 1600-1610 such 
complex publications, often with widely varying contents, more than tripled 
in quantity in comparison to the last decade of the sixteenth century. 
The reduction in the number of psalm settings in a single collection is oc- 
casionally carried a step further than in Mortaro's print of 1599. A com- 
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paratively small number of publications survive that include only five 
Vesper psalms, placing even further limitations on the collection's use dur- 
ing the liturgical year. The earliest extant print restricted to  just five psalms 
is a large and complex compilation by Diego Ortiz dating from 1565.9 This 
publication contains a large number of hymns, a Magnificat in each of the 
eight tones, music from Compline, thirteen motets (mostly Marian antiphons), 
and the five Vesper psalms comprising the "male cursus." Ortiz's collection 
appears to  be the first of such complexity and with such a multiplicity of 
purposes. It anticipates by a quarter century any significant trends in these 
directions. What is of particular interest, however, is the inclusion of 
psalms for only a few specific categories of feasts, a situation anticipating 
Monteverdi's own Vespers by forty-five years. 
A 1590 publication for double choir by Orfeo Vecchi of Milan likewise 
contains only five psalms, though the remainder of the collection is more 
comparable to the 1599 print of Vecchi's Milanese colleague, Mortaro."' 
The five psalms in Vecchi's print, Dixit Dominus, Confitebor tibi, Beatus 
vir, Laudate pueri, and In exitu Israel, form the series for Sunday Vespers 
as indicated on the title page. Vecchi also includes a single mass, a setting of 
the Vesper respond, a Magnificat, three motets, and falsibordoni. Vecchi's 
collection does not lend itself t o  as many uses as Mortaro's, but like his, it 
contains enough music for an elaborate polyphonic Mass and Vespers, this 
time limited to Sundays. The function of the three motets is not entirely 
clear; in fact, they are not even listed in the title of the publication. Evi- 
dently, they may be inserted into the mass or Vesper service as desired. The 
falsibordoni, on the other hand, could serve the variety of functions cited 
above in connection with the falsibordoni of the Mortaro print. 
After the turn of the seventeenth century, publications like those of Mor- 
taro and Vecchi increased in number. I have been able to  locate some six- 
teen collections from between 1600 and 1620 that limit their psaIms to either 
the "male cursus" or the "female cursus," the latter holding the numerical 
edge with ten." Several of those with the "female cursus" (including 
Monteverdi's) are specified on the title page as pertaining to  feasts of the 
Virgin Mary, though, as mentioned earlier, they would also be suitable for 
feasts of other virgin saints. But the inclusion of the five Marian Vesper 
psalms is not the only ground for comparison between some of these collec- 
tions and Monteverdi's Vespers. In several, the remaining contents are also 
similar, though nowhere identical. 
Monteverdi's collection begins with the famous parody mass In iNo tem- 
pore, which is then succeeded by the Vesper respond, Dsmine ad adiu- 
vandum. Next comes a regular alternation between the five psalms and five 
sacri concentus, followed by the hymn Ave maris stella and two 
Magnificats. A 1601 collection by Francesco Terriera is similar but a little 
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smaller in dimensions." A single mass is succeeded by the five Marian 
Vesper psalms, one Magnificat, and four motets, A 1606 print by Don 
Serafino Patta is somewhat more expansive, with the Vesper respond in- 
serted between the mass and the first psalm, falsibordoni added after the 
Magnificat, the motets increased to five, and a setting of the Litany of the 
B.V.M. appended at the end. Ioannis Righi's publication from the same 
year is very s imilar . 'The contents follow the same pattern as Patta's, but 
Righi adds a second Magnificat, includes only four motets, and places the 
Litany and falsibordoni last. In 1608, Pompeo Signorucci positioned a mass 
at the conclusion of his print, added a sixth psalm, LaudateDominum, and 
incorporated three motets, but did not supply a Litany or falsibord~ni.'~ 
These are the only Marian Vesper collections antedating Monteverdi's 
that I have been able to  find. The main differences between Monteverdi's 
and the others are his interspersal of the motets between the psalms, his in- 
clusion of the Marian Vesper hymn, and his omission of anything else not 
directly connected with the Mass or Vespers, such as the Litany. It is the 
first of these differences that has given rise to so much controversy over the 
collection. It has been argued on the one hand that the motets are ex- 
traneous to the Vesper service, and on the other that they serve as 
substitutes for the plainchant antiphons normally required by the liturgy, a 
function indicated by their position between the psalms in the original 
prinki6 
The most recent and persuasive evidence has been gathered on the side of 
the antiphon-substitute theory, but even these arguments have taken limited 
cognizance of the evidence supplied by comparable contemporaneous col- 
lections. " The question why motets were included in Monteverdi's publica- 
tion if they were not to  be used in the Vesper service can also be asked about 
the other prints just listed, even if the motets come onIy at the end of each 
part-book. If these Marian Vesper collections, in contrast to those "per 
tutte le solennitci" and those with multiple functions, were designed to pro- 
vide a greater quantity of polyphonic music for a singIe category of feast, 
the reasonable assumption is that the few motets included are also usable as 
part of the liturgical performance. 
More direct evidence of antiphon substitutes is found in a 1619 publica- 
tion by the Roman composer Paolo Agostini." The succession of works in 
this print is as follows: 
Dixit Dominus, second0 tono 
Dum esset Rex, antifona prima 
Dixit Dominus, primo tono 
Sub tuum praesidium 
Laudatepueri, sesto tono 
Leva eius, seconda antifona 
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Laudatepueri, intonatione del sesto tono 
Virgo prudentissima 
Laudatepueri, intonatione del quarto tono 
Beata es Virgo 
Laetatus sum, sesto tono 
Nigra sum, tertia antifona 
Laetatussum, quarto tono 
Cantate Domino 
Nisi Dominus, secondo tono 
lam hiems transiit, antifona quarta 
Nisi Dominus, ottavo tono 
Veni in hortum meum 
Lauda Hierusalem, ottavo tono 
Speciosa facta es, quinta e ultima antifona 
Lauda Hierusalem, primo tono 
Gaudeamus omnes 
A ve Maris Stella 
A ve Maris Stella 
Magnificat, ottavo tono 
Beata Muter, antifona ad Magnificat 
Magnificat, secondo tono 
Ego dormio 
Magnificat, secondo tono 
A b  initio 
Veni de Libano 
The table of contents at the end of each part-book actually obscures this 
order. Instead of following the succession of pieces, the index groups all 
compositions in a single genre together, with the motets and antiphons for 
one, two, and three voices following after the psalms, hymns, and 
Magn ificats . 
Agostini's coIlection is another of those devoted excIusively t o  Vespers of 
the Virgin, but it differs from all earlier examples in presenting multiple set- 
tings of each of the psalms. It is also the only collection besides Monte- 
verdi's to include the hymn Ave maris stella (in two settings), but most 
importantly, Agostini follows Monteverdi's precedent in interspersing the 
antiphons and motets between the psalms. His method is systematic and 
clearly indicates the liturgical function of the motets. Each psalm in the col- 
lection has two settings, except Laudate pueri, which has three. The first 
version of a psalm is followed by a polyphonic composition on the ap- 
propriate antiphon text for Marian feasts from the Common of the Saints. 
These pieces are labelled "antifona prima, " "antifona seconda, " etc. 
However, these antiphon texts are not suitable for all Marian feasts. Those 
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feasts listed in the Proper of the Time require their own antiphons. 
Agostini resolves the problem of the proliferation of antiphons by fur- 
nishing single substitute texts, set polyphonically and placed after the sec- 
ond (and third in the case of Laudate pueri) version of each psalm in the 
print. Thus every motet occupies the same position relative to the preceding 
psalm as does each of the polyphonic antiphon settings derived from the 
Common of the Saints. There seems to be no alternative but to accept these 
motets as antiphon-substitutes for use in Marian feasts from the Proper of 
the Time. The analogy with Monteverdi's collection is obvious and offers 
further support for performing his sacri concentus in place of plainchant 
antiphons. 
Stephen Bonta, arguing in favor of the antiphon-substitute theory, notes 
that it is impossible to find in the Liber Usualis liturgically correct plain- 
chant antiphons that fit the tonalities of Monteverdi's five psalms." The 
same observation may be made with regard to all the collections of Marian 
Vespers published between 1600 and 1620. In none of these does the suc- 
cession of psalm tonalities match the Liber's modes for plainchant 
antiphons from the Common of the Saints or from any Marian feast in the 
Proper. This difficulty, which Bonta suggests was resolved by substituting 
polyphonic motets that did not have to agree with the psalm in tonality, has 
implications extending beyond Monteverdi's own Vespers and the Marian 
Vespers of other composers. 
The fact is that any polyphonic setting of a Vesper psalm necessitated a 
choice of a single tonality, thereby limiting the number of modally compat- 
ible plainchant antiphons with which the psalm could be sung. Since it is the 
antiphon that is proper to a particular feast day or group of feasts (as in the 
Common), the ability of the psalm to match the mode of the antiphon was 
crucial to whether or not the psalm could be used for a particular feast. 
Thus a polyphonic psalm composition would be limited to fewer feasts than 
its Gregorian counterpart. Presumably it could only be sung when the plain- 
chant antiphon happened to be in the same mode. 
One of the earliest means of circumventing this dilemma, initially engen- 
dered by the desire for polyphonic music at Vespers, was to supply falsibor- 
doni psalms in all the tones. These chordal harmonizations of the psalm 
chant, typically with an additional melisma appended at the mediant and 
end, were normally textless and most often appeared in manuscripts and 
prints in all tones. Thus any psalm text could be fitted to a falsobordone in 
whatever tone was required. 
Once a specific psalm text was set in canto figurato, however, this flex- 
ibility was lost and the tonality was fixed, Thus a question is raised about 
the practical use of polyphonic Vesper psalms, which began appearing with 
some frequency in manuscripts of the first half of the sixteenth century, in- 
creasing greatly in number after the early publications of the 1550s. It 
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seems that the possibilities for using a given psalm in a fixed tonality would 
have been rather limited. The problem is further complicated by an exami- 
nation of the tones of polyphonic settings as designated in the indices of a 
good many sixteenth-century prints. Frequently a Vesper collection begins 
with the psalms Dixit Dorninus, Confitebor tibi, Beatus vir, and Laudate 
pueri (Psalms 109, 1 10, 11 1, and 112). Traditionally, these four psalms were 
in the first four tones, though at times other tones were also indicated. This 
custom even antedates the earliest published Vesper psalms, being traceable 
in manuscripts as far back as the late fifteenth c e n t ~ r y . ~ '  
But if one examines the Liber Usualis for the most common modes of an- 
tiphons for these four psalms, major discrepancies are revealed. Antiphons 
for Dixit Dominus most frequently fa11 in the eighth mode and to a lesser ex- 
tent in the seventh. Antiphons for Confitebor tibi and Laudate pueri are 
likewise most often in the seventh and eighth modes. Similarly, the majority 
of Beatus vir antiphons are in the eighth mode, although a lesser number are 
distributed fairly evenly among the first, fourth, and seventh modes. Thus 
the first four Vesper psalms were normally not even set in the most common 
modes of their antiphons, at least as far as the Liber Usualis is concerned. 
Here, however, we must call into question the accuracy with which modern 
liturgical books represent sixteenth- and seventeenth-century liturgical con- 
ditions. Though the Church was constantly pressing for a more unified 
liturgy after the Council of Trent (1545-1563), there still remain many 
divergences between the practices manifested in publications of the period 
and those standardized in modern  book^.^' 
For example, some of the psalm intonations given in collections of Vesper 
music do not match any found in the Liber Usualis. Other discrepancies 
emerge from Adriano Banchieri's L'Organo Suonarino of 1605." In the 
Secondo registro, Banchieri supplies organ basses to be alternated with 
chant for eight psalms, each in one of the eight tones. Feasts for which these 
psalms are proper are listed at the head of each. But in several cases the 
feasts named call for antiphons that in the Liber are in different modes 
from Banchieri's psalms. For instance, Banchieri's setting of Laetatus sum 
in the sixth tone is specified as appropriate to the Marian feasts of the 
Nativity, Visitation, Conception, and P r e ~ e n t a t i o n . ~ ~  But the Liber has 
sixth mode antiphons for this psalm only for the feast of the Nativity of the 
Virgin. For the other feasts Iisted by Banchieri, the Liber calls for the third, 
eighth, and third modes respectively. Similar disparities are posed by the ru- 
brics of two more of Banchieri's organ basses.24 
The larger question, how polyphonic psalm settings were used during this 
period and what their relationship to plainchant antiphons actually was, is 
still in need of clarification. As Bonta suggests, it is quite likely that the 
problem of matching a Gregorian antiphon to a polyphonic psalm (most 
often beginning with a plainchant intonation) was frequently sidestepped by 
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the substitution of a polyphonic motet for the proper antiphon.2s This ap- 
pears to have been Monteverdi's solution as well as that of Agostini and 
some of the other composers of Marian Vespers mentioned above. James 
Armstrong's study of the Anerio Antiphonae reinforces this view. 
It is worth re-emphasizing that even though the antiphon-substitute 
theory appears valid, Monteverdi, more than the authors of most such col- 
lections, stresses the flexible uses of the motets and other music of his 
p ~ b l i c a t i o n . ~ ~  Yet his title page, which suggests that the sacri concentus (and 
perhaps other items) could be performed outside the church and apart from 
a liturgical service, has contributed to  the confusion of modern scholars 
over his intentions. It is even possible that the ambiguity of the title was 
deliberate. Monteverdi's designation of at least part of the contents as "ad 
Sacella sive Principum Cubicula accommodata," "suitable for chapels or 
the chambers of princes," may have been intended not only to  suggest op- 
tional uses for various pieces in the collection, but also to veil the role of the 
sacri concentus as possible antiphon-substitutes from the casual observer, 
such as an ecclesiastical censor. Substitutions were outside officially sanc- 
tioned liturgical practice, and it must be recalled that the Mass and Vespers 
were dedicated to Pope Paul V. The only complete table of contents is in the 
organ partitura and one would have had to look there to  realize the 
liturgical role the sacri concentus could play. Such a mild deception may 
also have been the reason behind Agostini's listing of antiphons and motets 
after the psalms, hymns, and Magnuicats in the index of his 1619 Marian 
Vespers rather than in their actual order of appearance in the part-books. 
Twentieth-century controversies over the liturgical use of these motets 
ironically may bear witness to the success of such a ploy. 
The musical aspects of the Vespro della Beata Vergine present a complex 
picture, both in their own right and in comparison with the contempo- 
raneous Vesper repertoire. Just as it proved necessary to  examine the his- 
torical background of Vesper collections in order to  obtain a perspective 
on the contents and organization of Monteverdi's print, it is equally essen- 
tial to investigate the compositional techniques and styles of Vesper music, 
both before and after 1610, to  understand the relationship between 
Monteverdi's work and the efforts of others. 
A few general points of reference may be established at the outset. First, 
Monteverdi's seems to be the earliest Vesper publication requiring obbligato 
instruments. The use of instruments to  double or replace vocal lines ad 
libitum had been suggested on the title pages of many sixteenth-century 
motet coIlections, and obbligato instrumental parts appear in a few early 
Seicento motet books. But in the Vesper repertoire I have found no prior ex- 
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amples of obbligato orchestration, and even Monteverdi's optional in- 
strumentation has very few precedenkz7 
A second peculiarity of Monteverdi's collection is the extensive empioy- 
ment of a cantusfirmus in the psalms and Magnificats. While cantusfirmi 
do appear sporadically in Vesper music, as demonstrated below, they are 
nowhere as ubiquitous as in Monteverdi's print of 1610. 
Third, all of the music of the Vespro is composed in an elaborate style. 
This is true not only with regard to the virtuoso character of much of the 
vocal and instrumental writing, but also with respect to Monteverdi's large- 
scale, complicated structures. The psalms and Magnifcats are more expan- 
sive and possess more internal stylistic contrasts than any previous ex- 
amples. The motets are musically more sophisticated than most such con- 
temporary pieces, and Duo Seraphim exhibits more virtuoso embellishment 
than any other motet from the early Seicento I have seen. The Sonata sopra 
Sancta Maria is ampler in both size and sonority than the several models on 
which it is based. Even the respond and hymn are larger and more grandiose 
than the settings of other composers. Consistent with such complexity and 
diversity, Monteverdi's is the only collection of Vesper music up to this time 
to vary the number of voices required from one piece to the next. 
In sum, we may begin with the general observation that the Monteverdi 
Vespers are on an unparalleled level of musical splendor in the exploitation 
of vocal and instrumental colors and virtuosity, in the complexity of struc- 
tures and textures, in the variety of styles and techniques, and in the 
magnitude of individual pieces. This musical opulence may be traced to a 
number of sources: Monteverdi's obvious desire to establish himself 
through this one collection as an eminent composer of sacred music in both 
the old style (the Missa In illo tempore) and almost every new styIe then in 
the process of development; the possible origin of at least part of the 
Vespers as music for a lavish celebration in Mantua; or the personal taste of 
Duke Vincenzo Gonzaga, reflected in the designation on the title page ' a d  
Sacella sive Principum Cubicula accommodata, " which suggests the duke's 
private chapel and rooms in contrast t o  "ad Ecclesiam," a public church.Z8 
Whatever the genesis of the styIistic idiosyncrasies of the Vespers, our his- 
torical perspective can be enhanced only by an examination of the prece- 
dents upon which Monteverdi has expanded and an investigation of the 
impact of his novel approach to Vesper music in the period immediately fol- 
lowing his publication of the work in 1610. 
The Vesper psalm repertoire of the first decade of the seventeenth century 
is an extension of the styIes and techniques of the late Cinquecento. The 
revolution in secular music and the motet, already in progress around the 
turn of the century, had had by 1610 only a limited effect on polyphonic 
psalmody. In one sense this is paradoxical, for psalm settings, which had 
always relied heavily on a chordal style originating in harmonization of the 
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psalm tone, were by their very nature closer to  the newly evolved concepts 
of homophony and intelligible declamation than were many other forms of 
sixteenth-century music, In addition, the verse structure of psalm texts 
automatically divided a composition into discrete sections, both in alter- 
natim and through-composed settings. Such sectionalization of large com- 
positions into smalIer components, often contrasting in texture, meter, or 
style, was another of the characteristic developments of the early Seicento. 
But opposing those aspects of polyphonic psalmody that were compatible 
with modern trends was the conservative aesthetic view of this liturgical 
genre, exemplified by the brief remarks of Pietro Cerone in 1613: 
In composing psalms, even to omit imitating the psalmody will be no error, for ~f 
one were to imitate the plainsong in all the parts, repeating the motives, the verse 
would be very long, very elaborate, and overly solemn, solemnity being unsuited to 
psalmody. . . . Be it further observed that the music should be such a s  does not 
obscure the words, which should be very distinct and clear, so  that all the parts will 
seem to enunciate together, no more, no less, as in a falso bordone, without long or 
elegant passages or any novelty other than ordinary consonances, introducing from 
tlme to time some short and commonplace imitation. . . . To conclude, I say that 
any invention used in the verses of the psalms should be very short, formed of few 
notes and these of small value, and also that the parts should enter in succession 
after rests of not more than one, two, three, or sometimes four measures. And this 
should be observed both to avoid m a k ~ n g  the verses long and to avoid falling into 
the style of the three pr~vileged canticles." 
Although Cerone reproaches Italian composers for sometimes violating 
the simplicity of psalmody, his aesthetic orientation is corroborated by 
countless psalm coHections of the time. Whether completely homophonic or  
incorporating polyphonic imitation, whether set for a single choir or cori 
spezzati, Vesper psalms were not the place for a composer to  display his 
prowess, nor were they considered suitable for instrumental doubling after 
the fashion of masses and motets. Psalms were more purely functional than 
decorative. They tended to be unpretentious and lacking in the artifice and 
solemnity bestowed on masses, motets, and even Magnificats. In many 
respects, Vesper psalmody represented the ideal type of liturgical music 
when measured against the precepts of the Council of Trent. The clearly 
declaimed homophony of psalm settings matched perfectly the Council's re- 
quirements for sacred music, though the reformers' main concern was the 
mass. lo 
Despite the conservative tendencies of Vesper psalmody, a few impulses 
in the direction of modernity can be witnessed in the first decade of the 
seventeenth century. The natural subdivision of a psalm into severaI sec- 
tions invited contrasts among those sections, and composers in the early 
Seicento gradually began to take advantage of such opportunities. A 1601 
through-composed setting of Nisi Dominus by Monteverdi's Mantuan col- 
league, Giovanni Giacomo Gastoldi, not only utilizes antiphonal, 
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homophonic four-voice choirs in duple time, but also shifts to triple meter 
three times in the course of the piece and includes a passage of falsobordone 
as well.3' The block-like exchanges between the two choirs, frequently 
comprising entire lines of text (see example I), denote a forerunner of 
Monteverdi's own Nisi Dominus, though the latter work employs a plain- 
chant cantus firrnus throughout and is considerably longer with its second 
choir echoing preciseIy each line sung by the first. Monteverdi's rhythms are 
also more varied thatl Gastoldi's and his part-writing is more complex, even 
though Nisi Dominus is the simplest and least progressive of the five 
psaIms of the V e ~ p r o . ~ ~  This type of antiphonal setting is common in the 
Vesper repertoire, though the dimensions of Monteverdi's version are 
typically larger, 
Contrasting sections within a psalm are more fully exploited by Gastoldi 
in his 1607 six-voice setting of Memento Domine David." This lengthy text 
requires considerable variety of treatment in order to maintain musical in- 
terest. Gastoldi empIoys homophonic textures for all six voices, chordal an- 
tiphony between the upper three and the lower three, polyphony in varying 
combinations of parts, falsibordoni followed by polyphonic melismas, sec- 
tions in triple meter, and passages in faster note values than the prevailing 
rhythms. This may well be the most complex and varied psalm setting 
before 1610, but the styles of its component parts are rooted in the past and 
not comparable to the modern aspects of Monteverdi's even more complex 
psalms. 
Composers outside the Mantuan circle also occasionally contrasted suc- 
cessive sections of a psalm, and there even survive a few compositions from 
before 1610 with emphasis partly or entirely on ornamented solo voices and 
the newest vocal styles. Both features are combined with falsobordone in a 
three-voice Dixit Dominus published in 1606 by Leone Leoni, employed at 
the time in V i ~ e n z a . ~ ~  Leoni's Dixit contrasts the polyphonic texture of its 
first and last segments with internal sections of unmeasured recitation for 
one, two, and three voices.35 The ornamental element consists of melismas 
following each half-verse in falsobordone. The melodic shapes and 
rhythmic patterns of these melismas are similar to  much of the vocal writing 
in few-voiced motets from Viadana onward. They are not yet in the faster 
sixteenth notes favored by Monteverdi (see example 2). 
Another example of the rather rare appearance of solo voices in psalm 
composition is found in Don Severo Bonini's Compline psalm, Cum in- 
vocarem, published in 1609.36 This piece is an unabashed monody modeled 
on those of Bonini's Florentine compatriot Caccini, particularly in the ex- 
tensive use of the most modern ornaments. As in Leoni's Dixit Dominus, 
the ornamental passages follow the initial part of each line, which is set in 
falsobordone (see example 3). 
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It is significant that both the Leoni and Bonini psalms were not printed in 
collections of Vesper music, but in books of motets (madrigals and motets 
in the case of Bonini). The inclusion of occasional Vesper psalms in motet 
books seems to have led to the assimilation by these psalms of the style of 
their companion pieces. It is actually in this peripheral part of the psalm 
repertoire that we find the forerunners of the few-voiced sections of 
Monteverdi's Dixit Dominus, Laudate pueri, and Laetatus sum. Montever- 
di's is thus the first publication of Vesper music to  amalgamate the full- 
choir techniques common to psalmody with the newer few-voiced virtuoso 
style. 
Many of the precedents for Monteverdi's separate obbligalo and optional 
instrumental parts in the Vespers also derive from the motet repertoire." A 
book of Concerti Ecclesiastici published in 1608 by Arcangelo Crotti of Fer- 
rara includes several pieces for one or two soloists with notated instrumen- 
tal accompaniments, most of which are marked si p l a ~ e t . ~ ~  In Caterina 
Assandra's motet collection of 1609, one piece, 0 salutaris Hostia, is set for 
soprano and bass supported by a violin and violone in addition to the basso 
continuo.39 
The most famous example of obbligato instrumentation in motets, of 
course, is Giovanni Gabrieli's Sacrae Symphoniae of 1615.49ince Gabrieli 
died in 1612, the contents of this collection antedate its publication by at 
least three years and in some cases by many more, as determined from con- 
co rdance~ .~  ' 
A few instances of the use of instruments in connection with Vesper 
music may also be noted. Giulio Radino Padovano's Concertiper sonare et 
cantare of 1607 contains a sixteen-voice, coro spezzato Magnificat with the 
rubrics "Choro de Violini, Choro de Cornetti, Choro de Trornboni, " and 
'Tapella" in various part-books." The ensembles of instruments in this 
Magnificat seem perfectly natural in a collection devoted primarily to 
wholly instrumental music. One of the psalms in Agostino Agazzari's 
Psalmi Sex of 1609 is headed by the direction: "Prima si fa una Sinfonia di 
stromenti, " though this must be improvised because no music is given.j3 
Denis Arnold describes a Laudate pueri by the Venetian Giovanni Croce, 
who died in 1609, in which one of three four-part choirs consists of a tenor 
and three instruments, "two of which are specified to be  trombone^."^^ The 
date of this piece is unknown, since its first appearance is in an anthology 
published in 1630.45 
That notated instrumental parts became significant in sacred music at 
Mantua at about this time is evident not only from Monteverdi's Vespers, 
but also from Amante Franzoni's Apparato Musicale of 1613.46 The Mass 
in this collection, which according t o  the preface was performed in the 
Ducal Church on the feast of Santa Barbara, contains an instrumental En- 
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trata in place of the Introit, an instrumental ritornello to be fitted between 
the segments of the Kyrie, a canzona francese to accompany the Epistle, sin- 
fonie to be inserted between sections of the Offertory, two more sinfonie to 
precede the Sanctus and Agnus, and a canzona to conclude the service. As 
indicated on the title page, these instrumentaI pieces could be omitted, and 
they are not integral elements in any of the mass  section^.^' 
The pervasive diffusion of the plainchant cantus firmus throughout the 
psalms and Magnificats of the Vespro della Beata Vergine has been cited by 
Denis Arnold as evidence of Monteverdi's concern for structural cohesion 
in these expansive and variegated  composition^.^^ But the monotony of the 
psalm tone also poses difficult aesthetic and organizational problems, as 
can be observed in the few other settings of the late sixteenth and early 
seventeenth centuries that rely heavily on the plainchant. While har- 
monization of the psalm tone had been practiced with some frequency in the 
early part of the Cinquecento, by late in the century most composers em- 
ployed the cantus firmus sparingly. The reason is obvious: harmonic and 
tonal tedium are the almost inevitable result. One has only to look at some 
of the rare instances where the chant was used extensively. Victoria's Dixit 
Dominus, published in 1581, illustrates the harmonic limitations resulting 
t h e r e f r ~ r n . ~ ~  The effect is much worse in Giovanni Croce's eight-voice, 
double-choir Domineprobasti me of 1603.50 This particular psalm text is of 
unusual length, and the desire to  unify the composition is probably what 
prompted Croce to employ the chant in the first place. But even though the 
primary texture is relieved by several two-voice sections in the middle of the 
piece, the monotony of Croce's setting is almost overwhelming. 
Most composers pay rather limited attention to the psalm tone if they use 
it at all. In the numerous psalms beginning with a plainchant intonation, the 
chant often continues in the tenor or soprano once the polyphony starts. 
Almost invariably, however, the psalm tone is abandoned after the com- 
pletion of the first verse of the text. Similar treatment may be accorded 
interior sections of alternatim settings. Here too the plainchant begun in an 
even or odd verse may continue in one voice in the succeeding polyphonic 
segment. But this procedure rarely occurs in more than one or two sections 
in psalms of the late sixteenth or early seventeenth ~entur ies .~ '  
Aside from the continuation of the plainchant into a polyphonic texture, 
the psalm tone may also be confined entirely within a polyphonic segment 
itself. Most often this takes the form of singIe verses cast in unmeasured 
falsibordoni. In other instances the method may be harmonization in canto 
figurato. Occasionally the psalm tone appears as a long-note cantusfirmus, 
serves as an imitative subject, or is even treated in c a n ~ n . ~ '  
Such sophisticated contrapuntal procedures are exceptional and normally 
are found in only a single section of a composition. Whatever technique 
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may be chosen, it is usually an isolated special occurrence within the 
polyphonic piece as a whole, Except for the Croce psalm mentioned above 1 
and a work by Giovanni Francesco Capello to  be discussed below, Mon- 
teverdi seems to be the only composer in the early seventeenth century to use 
the cantus firmus as a pervasive organizational device. It is a tribute to his 
imagination and genius that he was able to achieve both the desired 
structural cohesion and the harmonic, tonal, textural, and stylistic variety 
necessary to  avoid the monotony that would otherwise have resulted. 
The first stage in Monteverdi's compositional process throughout the 
Vespers consisted of the selection of relatively simple techniques and formal 
concepts derived from a variety of traditional and modern sources. These 
diverse materials were then combined in a new synthesis to forge large-scale, 
elaborate structures whose size and impact far surpass the creations of other 
composers. Nowhere is this more evident or striking than in the psalm Dixit 
Dominus. The symmetrical structure of this expansive setting may be seen 
in diagram 11, p. 92.53 
Structural symmetry was especiaIly important to Monteverdi at this 
period in his life, as demonstrated by the Vespers and L'Orfeo, but the 
sequence of sections outlined in diagram 2 also represents a complex fusion 
of techniques practiced separately by other  composer^.^^ The opening 
imitative chorus employs as its main subject the psalm tone of the fourth 
mode. Such imitation based on the chant was nothing new, though or- 
dinarily it can be found only in the most elaborate and sophisticated psalm 
settings. The passages of falsibordoni, commencing immediately after the 
opening, are quite common in Vesper psalmody, but Monteverdi's con- 
cluding melismas are more polyphonically elaborate than usual. Unique is 
the fact that each of these melismas is a rhythmic and melodic variant of a 
single basic harmonic pattern." In addition, each of the optional in- 
strumental ritornelli is a varied repetition of the immediateIy preceding 
melisma. 
These ritornelli are without precedent in the Vesper repertoire. Their 
models may well have been the ritornelli of Monteverdi's own L'Orfeo, but 
as has been pointed out, separate instrumental parts were also gaining 
ground in sacred music at this time. 
In Dixit Dominus, the section immediately following the first ritornello 
exhibits a modern style and texture based upon an old structural technique. 
Here a typical Baroque trio, consisting of two imitative voices in the same 
range supported by an independent bass part, makes its first appearance in 
Vesper psalmody. Similar trios are found in Laudate pueri, Laetatus sum, 
Pulchra es, Duo Seraphim, the Sonata sopra Sancta Maria, and both 
Magnificats. While such textures are common in Monteverdi's madrigals 
after 1600, they also occur frequently in the few-voiced motet books 
beginning with Viadana's Cento Concerti Ecclesiastici of 1602.5This  
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underscores once again the influence of the motet repertoire on Mon- 
teverdi's collection. 
What makes this passage in Dixit Dominus of particular interest is the 
character of the bass line. At first provided solely by the organ continuo, it 
is formed primarily from a single sustained chord. But as the second 
soprano enters in imitation of the first, a bass voice is also added, and the 
sustained chord in the organ proves to have been a simplification of the 
measured psalm-tone recitation in the bass. This same pattern of imitative 
upper voices supported by a psalm-tone bass recurs after the ritornello in 
each of the tripartite groups bracketed in diagram 11. In the first two of these 
sections the old-fashioned technique of falsobordone serves as a foundation 
for the modern trio texture of the combined parts. 
In the structure of Dixit Dominus as a whole, it is apparent that aside 
from the opening and closing polyphonic choruses, the remainder of the 
work is actually based on the extremely simple and traditional alternatim 
procedure whereby verses in falsobordone alternate with plainchant. But 
the falsibordoni are embellished by means of large polyphonic melismas 
and instrumental ritornelli, while the plainchant is rhythmicized and 
elaborated by the addition of imitative upper parts. The overall dimensions 
of the setting with its falsibordoni, ritornelli, trio textures, imitative choral 
polyphony, and extended six-voice melismas are so expansive as to obscure 
the humble origins of this very complex and splendid composition. 
The remainder of the psalms in the Vespro also draw on a variety of both 
traditional and modern styles and  technique^.^' Laudatepueri, for example, 
embraces antiphonal writing, imitative polyphony, eight-voice homophony, 
virtuoso duets in counterpoint with the psalm tone, plainchant ac- 
companied solely by the organ, and a concluding polyphonic melisma. 
Laetatus sum, on the other hand, is built on a series of varying textures 
unfolding over four separate bass patterns, which are themselves repeated 
in the sequence ABACD, ABACD, ABD. This complicated procedure has 
its roots in the strophic variations of L'Orfeo and the secular works of other 
early seventeenth-century composers, but is previously unknown in music 
for Vespers. Nisi Dominus bears a close relationship to  antiphonal psalms 
by Gastoldi, as already described above. Lauda Jerusalem is reminiscent of 
Nisi Dominus in its greater consistency of texture and absence of few-voiced 
virtuoso passages. The seven parts form two three-voice choirs around the 
cantus firmus in the tenor, and the texture is both antiphonal and 
polyphonic with more rhythmic complexity and closer interaction between 
the vocal ensembles than in Nisi Dominus. 
Thus the stylistic complexity and diversity witnessed in each individual 
psalm of the Vespers is reflected in the succession of pieces as well. The 
variety of sources from which Monteverdi has drawn and the constantly 
changing manner in which he has combined his materials is truly 
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astonishing. Cohesion and diversity have been brought together in a 
dynamic synthesis that is one of the most significant factors in the aesthetic 
impact of these compositions. 
The dialectical forces of cohesion and diversity also focus attention on 
the antithetical tendencies of conservatism and progressiveness. The per- 
vasive cantus firmus is a thoroughly conservative device, no  longer utilized 
by other composers of Vesper psalms. Monteverdi is fully conscious of this, 
for he openly advertises his approach to the psalm tone by inscribing in the 
basso continuo part-book the rubric "cotnposto sopra canti fermi.' ' On the 
other hand, the old-fashioned cantus firmus is adorned in the several psalms 
with the most modern musical styles and textures, emphasizing contrast and 
heterogeneity, especially in the first three pieces. This dichotomy and 
tension between the old and the new is another fundamental aesthetic 
feature of these works. 
While many detailed technical differences between Monteverdi's psalms 
and those of other composers may be cited, the Iarger issue of comparative 
aesthetic effect and the elements that create it is an equally important 
concern, though rather more elusive and difficult to verbalize. Monteverdi's 
psalms doubtless make a stronger impression on the listener than 
those of his colleagues. Although many factors contribute t o  this, there can 
be little question that among the most important are the dynamic tensions 
between cohesion and diversity, between conservatism and modernity 
described here. 
In brief summary, Monteverdi's psalms are shaped from a variety of 
traditional techniques in combination with modern stylistic developments 
derived primarily from the motet repertoire. This fusion of diverse 
materials results in complex, expansive structures which are much more 
ornate, elaborate, and impressive than anything produced by either his 
predecessors or his contemporaries. 
Monteverdi's two Magnificats (one a close variation upon the other) are 
even more unusual in comparison with the repertoire of the late sixteenth 
and early seventeenth centuries than are his p~a lms . ' ~  The Canticle of Mary 
has a longer history of polyphonic composition than Vesper psalmody, and 
it was customarily treated in a more elaborate style.59 Cerone emphasizes 
this relationship in his commentary on the three principal canticles: 
As is the custom, the three principal canticles, namely, the Magnificat, the Nunc 
dimittis, and the Benedictus Dominus Deus Israel, are always made solemn; for this 
reason, they must be composed in a more lofty style and with more art and more skill 
than the other canticles and the psalms.60 
HISTORICAL PERSPECTIVES ON THE VESPERS 143 
As in psalm settings, the importance of the plainchant cantus firmus in 
Magnificats gradually subsided as the sixteenth century progressed. 
In Costanzo Festa's Magnificats from the 1530s, a paraphrase of the 
Magnificat tone serves as the subject for imitation at the beginning of 
almost every verse.61 From time to time the cantus firmus surfaces in longer 
note values in a single part, usually the topmost. As the chant approaches its 
cadence, the tone is almost invariably ornamented. Most of Festa's 
Magnificats have at least one segment in which the Magnificat tone is treat- 
ed in strict canon between two voices. 
Similar techniques are employed in the Magnificats of Morales and 
Victoria, published in 1545 and 1576 respectively, although the Magnificat 
tone is not so omnipresent as in the works of F e ~ t a . ~ '  The plainchant 
is much less significant, however, in the Magnificats of P a l e ~ t r i n a . ~ ~  
Palestrina rarely uses more than the initium of the chant melody, usually as 
the imitative subject of his polyphonic texture, In those instances where the 
chant does continue beyond the opening of a section, it is so highly em- 
bellished as to be virtually unrecognizable; the recitation tone appears only 
occasionally as a single pitch in an active, flowing line. Many sections of the 
Palestrina Magnifcats show no evidence of the Magnificat tone what- 
soever. 
Interest in the Magnificat-tone cantus firmus continued to decline into 
the seventeenth century. Alternatim settings, of course, which constitute 
perhaps half of all Magnificats from the early Seicento, would still have 
every other verse sung in plainchant in the same manner as alternatim 
psalms. But printed Magnificats having any reference to the chant in their 
polyphonic verses comprise less than half the extant repertoire. Where a 
borrowed plainsong does occur, it is normally confined to the continuation 
of a solo intonation into the first part of the polyphonic setting, equivalent 
to the practice in psalmody. In some compositions the initium of the 
Magnificat tone opens a polyphonic segment other than the first, but rarely 
does the chant appear in more than one such section. The custom of setting 
the Doxology in canon based on the Magnificat tone survives onIy 
margin all^.^^ By the time of Monteverdi's Vespro, only vestiges of the 
earlier significance of the Magnificat chant remain. The usages one meets in 
the early seventeenth century do not differ substantially from those en- 
countered in psalmody. 
The waning importance of the chant sets in striking relief Monteverdi's 
highly original approach to the cantus firmus in his two Magnificats of 
1610. In his psalms Monteverdi usually gave to  the cantus firmus rhythmic 
values commensurate with the other voices. As a result, even though the 
chant regulates the basic harmony, the tone itself is often absorbed into the 
larger texture. In the Magnificats, however, the chant is set in long notes 
and stands apart from the other voices and instruments. This type of strict, 
1 44 RICE UNIVERSITY STUDIES 
long-note cantus firmus has no precedent in the history of the Marian 
canticle. Monteverdi ignored the traditions of this repertoire and revived 
instead the oldest cantus firmus technique of the mass, applying it to his 
Magnificats with great rigor. 
The result is a continuous series of variations on the Magnificat tone, 
with the other parts disporting themselves in the most progressive styles.65 
Once again the multiplicity and diversity of Monteverdi's sources is 
revealed, and once again the virtuosity with which they are combined is 
astounding. 
Monteverdi's utilization of modern techniques is more pronounced in the 
canticles than in the psalms. With the exception of choral textures in the 
first and last verses of the seven-voice Magnificat and in the first and final 
two verses of the six-voice setting, the remaining sections are devoted to  
solo writing, trio textures, vocal and instrumental virtuosity, dialogues, 
echo duets, ritornefio structures, obbligato instrumental accompaniments, 
and rapid note values; in short, a dazzling array of the most recently 
developed styles and structures, all unified by the severe and unremitting 
presence of the cantus firmus. The tension between diversity and cohesion, 
between modernity and conservatism, is even more starkly evident here than 
in the psalms. 
Though one may search vainly in the early seventeenth-century sacred 
repertoire for anything comparable, adumbrations of a few of Monteverdi's 
techniques do appear between 1600 and 1610. In this decade contrasts in 
sonority, texture, and style among successive sections began to emerge in 
Magnificats as they did in Vesper psalms. Variations in sonority assume 
importance in an alternatim Magnificat from Viadana's Cento Concerti 
Ecclesiastici of 1602, While the polyphonic texture remains three-voiced 
throughout, the combination of voices changes at several stages along the 
way. Initially the trio comprises soprano, alto, and bass, but the parts shift 
to  soprano and two altos at the Et misericordia; alto, tenor, and bass at the 
Deposuit; soprano, alto, and tenor at Suscepit Israel; and then return to the 
original voicing for the Gloria Patri. There are no changes in style in the 
course of the piece, however, aside from a short passage of falsobordone in 
the Deposuit. 
Contrasts in style are manifest in a five-voice alternatim Magnificat by 
Gastoldi, also published in 1602.66 Most of the piece is conceived in 
imitative polyphony, but the Deposuit is set in falsobordone, the Et 
misericordia employs a reduced number of voices (a long-standing tradition 
in Magnificat composition), and the Doxology deviates to triple meter. 
Even greater contrasts may be observed in a four-voice alternatim 
Magnificat by Leone Leoni from 1606.67 The traditional reduction in 
number of voices is retained in the Fecit potentiam and the Esurientes, but 
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the resulting duets for soprano and tenor, alto and bass, display a more 
embellished vocal line than the four-voice sections (see example 4). The 
other segments rely heavily on falsibordoni followed by polyphonic tex- 
tures, which are sometimes melismatic. There is even a sequential imitative 
passage very similar to the polyphonic melismas of Monteverdi's Dixit 
Dominus (see example 5). 
EXAMPLE 5 .  Leone LEONI, Magnificat 
Trio textures and virtuoso solo writing are prominent in a 1607 alternatim 
Magnificat by Tiburtio Massaino, who, like Monteverdi, was in the employ 
of the Duke of M a n t ~ a . ~ ~  In this setting for two voices and organ continuo 
(the organ part-book is missing from the British Museum copy), Massaino 
writes particularly elaborate parts, amply endowed with ornaments in small 
note values and modern dotted rhythms. Massaino adheres to custom by 
reducing the number of voices for two interior sections, but the outcome is a 
very untraditional florid monody. The duet passages are consistently 
imitative, and the parts frequently proceed in parallel thirds and sixths 
after an initial point of imitation, a favorite device of Monteverdi's (see 
example 6). 
The last few years of the first decade of the century witnessed mount- 
ing interest in virtuoso writing in Magnificats. Giovanni Luca Conforti's 
Passaggi sopra tutti li salmi of 1607 applies diminutions, often reaching 
extraordinary proportions, to  his Magnificat as well as his psalms (see 
example 7).69 The two Magnificats in Ottavio Durante's Arie Devote of 
1608 are also prolific in their ornamentation, but the embellishments are 
conceived as an integral part of the melodic line (see example 8).'" 
Significantly, all of the few-voiced, virtuoso Magnificat settings 
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EXAMPLE 6. Tiburtio MASSAINO, Magnificat 
described here, with the exception of Conforti's, were published in motet 
books rather than Vesper colIections. While Vesper psalms appeared only 
rarely outside prints devoted specifically to Vesper music (cf. the Leoni and 
Bonini examples discussed above), Magnificats are found not only in psalm 
and Magnificat publications, but also in books of mottetti, concerti ec- 
clesiastici, sacri concentus, etc. As a result, several types of Magnificat 
developed in the early seventeenth century. Those canticles incorporated 
into Vesper collections tended to be similar to the psalms with which they 
were printed, whether the style was homophonic, imitative, or coro spez- 
zato. Magnificats in motet books likewise corresponded to the style of the 
pieces they accompanied. Since the motet was the genre in which few-voiced 
writing first penetrated into sacred music in the early Seicento, Magnificats 
frequently assumed the new textures by association. As virtuoso em- 
bellishments invaded the motet repertoire around 1604, increasing in in- 
tensity during the next several years, Magnificats were also affected, as 
illustrated by those of Massaino and Durante. 
These observations demonstrate that in composing his canticles Mon- 
teverdi once again took the motet books rather than contemporary Vesper 
collections as his point of departure. It is in the motet repertoire that one 
finds the precedents for his few-voiced virtuoso writing in the Magnificats 
and the psalms, even though the inventory of pieces in the Vespro della 
Beata Vergine is modeled on the other Marian Vesper publications 
described in part I of this essay. 
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EXAMPLE 7. Luca CONFORTI, Magnificat 
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Despite the foreshadowing of a few of Monteverdi's techniques in several 
early seventeenth-century motet books, his Magnificats emerge as even 
more original expressions of his artistic genius than his psalms. The 
dialectical synthesis of modern styles and an antiquated form of the cantus 
firmus, the expansive dimensions of both settings, and the extensive use of 
obbligato instruments in the Magnificat ci 7 are all unparalleled in the 
previous history of the Marian canticle. While Monteverdi's psalms employ 
both traditional and contemporary styles and devices in new and original 
combinations, his unique Magnificats exhibit only minimal connections 
with the remainder of the repertoire. 
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The sacri concentus of the Vespro della Beata Vergine comprise the 
celebrated Sonata sopra Sancta Maria and the motets, Nigra sum, Pulchra 
es, Duo Seraphim, and Audi coelum. It is indicative of the limited state of 
our knowledge of early seventeenth-century sacred music that even recent 
biographies of Monteverdi discuss these pieces only in relation to the 
composer's madrigals and L'Orfeo." While simiIarities between the sacri 
concentus and Monteverdi's secular music cannot be denied, it is important 
to note that Monteverdi was not the first to employ the monodic style, 
virtuoso embellishments, quick dotted rhythms, trio textures, echo effects, 
rhetorical declamation, affective text expression, and orchestral sonatas in 
sacred music. All of these procedures and styles are found in the motet 
repertoire in the decade 1600-1610, most noticeably in the last five years of 
this period. In fact, all five sacri concentus are considerably more 
representative of main currents in early seventeenth-century sacred music 
than either Monteverdi's psalms or his Magnificats. 
Some of the sacri concentus are actually based upon individual models by 
other composers. The Sonata sopra Sancta Maria, with its Litany of the 
Saints intoned eleven times by the Cantus part over a large-scale in- 
strumental sonata, is a more elaborate version of a type of piece cultivated 
in the second half of the Cinquecento and the early Seicento." Denis Ar- 
nold was the first to locate a forerunner in a collection of Concerti Ec- 
clesiastici by Arcangelo Crotti of Ferrara published in 1608." Crotti's piece 
is of much smaller scope than Monteverdi's, and the richness of the latter's 
imagination in varying rhythmic patterns, textures, sonorities, bass lines, 
and structural features stands out in comparison with Crotti's pedestrian 
regularity of phrase lengths, cadences, melodic motives, appearances of the 
cantus firmus, and structural repetitions. Similar differences exist between 
Monteverdi's Sonata and another comparable work by Amante Franzoni of 
Mantua, published in his Apparato Musicale of 1613.74 
These instrumental sonatas with ostinato cantus firmus had their origins 
in ostinato motets where a vocal ensemble accompanied the repeated motive 
or chant, Such motets can be traced in French sources as far back as the 
thirteenth century. Edward Lowinsky has studied ostinato motets from the 
Renaissance, beginning with Clemens non Papa's Fremuit spiritu Jesu, and 
notes the popularity of this form in V e n i ~ e . ' ~  Denis Arnold has called at- 
tention to Andrea Gabrieli's Judica me of 1587 specifically in connection 
with the Monteverdi S~nata . '~  Arnold's discovery in the surviving part- 
books of hand-written suggestions for instrumentation in several of the 
voices establishes a close link between the ostinato motet and the in- 
strumental sonata with lit an^.'^ Another Venetian motet, Beatissimus 
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Marcus, published by Antonio Gualteri in 1604, employs the same Litany of 
the Saints as Monteverdi's work, but addresses "Sancte Marce" instead of 
"Sancta Maria.'778 The text of the other voices lauds the martyrdom of the 
patron of Venice, and the piece therefore functions simultaneously as both 
a song of praise and a supplication. 
The instrumental sonata with ostinato motive was also practiced by 
Giovanni Gabrieli in a composition first described by Christiane 
Engelbre~ht. '~ This piece has a short melody in two voices with the text 
"Dulci Jesu patris imago," which is repeated intermittently at different 
tonal levels against a large-scale instrumentaI sonata of three choirs 
comprising a total of twenty parts. It is not clear when this piece, found 
only in manuscript, was written, though its instrumental emphasis suggests 
that it is probably a late work. 
Ostinato motets are also found in the few-voiced motet repertoire after 
the turn of the century, as witnessed by two examples in a collection of 
Ignatio Donati published in 1612.80 One of these pieces pits the Litany of 
the Saints against the text "Beatus vir qu i  inventus est" sung by a solo vocal 
quartet, each voice of which is to  be positioned in a different part of the 
church and provided with its own continuo." Donati suits his litany t o  any 
saint simply by omitting a specific name and adding the rubric, "Questo 
motetto serveper ogni festa d i  Santo o Santa." The other motet, which is to  
be performed in a similar manner, has two ostinato voices continually 
reiterating the phrase "Vanitas vanitatum et omnia vanitas," 
At this point some general remarks about the relationship between 
Monteverdi's Sonata and the canzonas and sonatas of Giovanni Gabrieli 
are in order. Gabrieli is the only other composer of the period to create 
instrumental works on such an extravagant scale, and it is only natural that 
many writers have claimed that the Sonata sopra Sancta Maria reveals his 
inf luen~e. '~  The multi-sectional structure of Monteverdi's piece, charac- 
terized by frequent changes of meter, rhythm, and texture, certainly 
resembles the organization of many of GabrieIiYs canzonas from the 
posthumous Canzoni e Sonate of 1615.83 But upon comparison of specific 
compositional details, Monteverdi's independence from the Gabrieli idiom 
emerges. 
One of the most important differences lies in the character of Mon- 
teverdi's melodic lines. Throughout the Sonata they tend to be conjunct, 
based on shorter or longer scale patterns. Their rhythms are comparatively 
even, normally involving only three adjacent rhythmic levels within a single 
section. The forward impetus of these smoothly flowing melodic lines is 
further enhanced by the imitative texture. 
Gabrieli, by contrast, usually employs shorter, more angular melodic 
motives with much more rhythmic differentiation. His lines tend to end 
abruptly, either through cadential harmony o r  antiphonal exchange with 
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another part. A single melodic phrase may also contain several different 
types of motives, while Monteverdi maintains much greater motivic con- 
sistency, not only within a single phrase, but throughout the entire Sonata. 
This motivic consistency depends upon the repeated use of certain intervals 
and the universally binding effect of scalar motion. How characteristic of 
Monteverdi these features are can be seen by comparison with Gabrieli, who 
rarely employs scalar basses or melodic patterns and whose linear intervals 
cover a wider range. Canzonas XV and XVIII of Gabrieli's 1615 collection 
are exceptional in utilizing motives more like those in the Monteverdi work. 
Most of Gabrieli's larger canzonas and sonatas are conceived in terms of 
antiphonal choirs of instruments with frequent, abrupt exchanges of short 
melodic phrases. Even the smaller canzonas, which rely more heavily on 
imitative techniques, display their share of antiphonal responses. But 
Monteverdi uses antiphonal effects rather sparingly; moreover, his in- 
terchanges are less clearly articulated than Gabrieli's because of the absence 
of strong cadential harmony in the bass. Monteverdi's antiphonal passages 
thus do not beget the sectionalization and discontinuity typical of the 
Venetian. In addition, Monteverdi's greater interest in melodic and har- 
monic flow is logically accompanied by more frequent reliance on melodic 
and harmonic sequences. 
Monteverdi's Sonata, while scored for eight separate instrumental parts 
plus basso continuo, has numerous sections in which duets supported by the 
organ prevail, similar to those in other pieces of the Vespers, Duets of like 
instruments also occur in many of Gabrieli's canzonas and sonatas, but 
consistent with his melodic style, they tend to be short and composed of 
brief motives, and they are often treated antiphonally. These passages are 
almost invariably ornamental in conception, frequently involving rhythmic 
values as small as thirty-second notes. Monteverdi's duets, on the other 
hand, are more extended and form a more integral part of the structure of 
his work. 
Although the Sonata sopra Sancta Maria bears a closer relationship to 
the music of GabrieIi than any other piece in the Vespro della Beata 
Vergine, the foregoing comparisons demonstrate that Monteverdi's style 
was still very personal, with only the broadest outlines reminiscent of the 
music of the Venetian organist. 
Of the four motets in the 1610 Vespers, Duo Seraphim represents by far 
the most frequently composed text. I have been able to  locate some twenty- 
two published settings besides Monteverdi's in the period 1600-1615.84 
There are doubtless more, and the popularity of these verses goes back at. 
least as far as Victoria's 1583 version." Marc-Antonio Ingegneri, Mon- 
teverdi's teacher a t  Cremona, published a setting in 1589.86 
Several distinctive ways of treating this text, some originating as early as 
the Victoria example, were repeated, developed, and expanded in subse- 
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quent interpretations well into the seventeenth century. The opening phrase, 
"Duo Seraphim clamabant," was with rare exceptions set for two voices, 
even when the overall setting was for many more. Similarly, the beginning 
of the second half of the text, "Tres sunt qui testimoniurn dant," was al- 
most invariably cast in three parts. Both traditions were followed by Monte- 
verdi. 
The continuation of the second half, "Pater et Verbum et Spiritus 
Sanctus," was normally subjected to one of two types of treatment. Either 
the three witnesses, Father, Word, and Holy Spirit, were named suc- 
cessively, each by a single, different voice part, or the entire phrase was 
organized cumulatively with one voice singing "Pater," two intoning 
"Verbum," and three following with "Spiritus Sanctus." It is the latter 
method that Monteverdi chose. The succeeding phrase, "et hi tres unum 
sunt," was interpreted symbolically by many composers with a shift to 
triple meter, the new signature denoting the proportion 3/1. Monteverdi, 
however, sought a more dramatic, affective treatment of this line by joining 
all three voices in unison at "unum sunt" and then repeating the entire 
phrase a step higher. While this is a reIatively minor detail, it is typical of 
Monteverdi to  avoid intellectual symbolism in favor of more overt dramatic 
effects. Giovanni Francesco Anerio's 1609 setting is the only other example 
to treat these words in a comparable fashion by suddenly reducing the 
texture from three voices to one.87 
After the turn of the seventeenth century, when virtuoso ornamentation 
became a characteristic, at times a raison d';tre, of some motet collections, 
the Duo Seraphim text with its description of heavenly jubilation often gave 
rise to a florid style. Although Monteverdi's version is more profusely 
embellished than any of its counterparts, some of the types of or- 
namentation he employed do  appear in the motet repertoire from 1607 
onward. Melismas in these collections often consist of sixteenth notes or 
dotted rhythms of eighths and sixteenths, with some embellishments 
comprehending as many as fifty or sixty notes. Occasional groupings of 
thirty-seconds also appear, as well as the cadential ornament Caccini 
designates a trill, consisting of the rapid reiteration of a single pitch," Both 
the trill and melismas in small note values are features of the first motet 
book of Giovanni Francesco Capello, published in 1610 (see example 9)." 
Despite the fact that Monteverdi's Duo Seraphim has numerous 
precedents, this composition is illustrative of his propensity for working on 
a larger, more complex scale than his contemporaries. His Duo Seraphim 
not only is longer than any other setting of this text, but also is more 
complicated contrapuntally and makes more extensive use of virtuoso 
ornamental devices than any other few-voiced motet I have yet observed. 
Duo Seraphim, like the psalms, Magnificats, and Sonata, confirms once 
more Monteverdi's disposition toward musical opulence and extravagance. 
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Tenor  
- - - - - - - - 
Tenor 
l e  San . - - - - . - - - cla  
EXAMPLE 9. Giovanni Francesco CAPELLO, Sancta et immaculata virginitas 
While both the Sonata sopra Sancta Maria and Duo Seraphim have 
numerous antecedents, I have been able to locate only one other setting of 
the text Audi coelum, published in 1609 by Ercole P ~ r t a . ~ "  Porta's version 
of this text is shorter than Monteverdi's by three lines, and since it lacks the 
phrase "Omnes hanc ergo sequamur . . . ," the texture does not burst forth 
in full choral polyphony at the end like Monteverdi's. But in all of the lines 
shared by the two pieces, the echo puns are identical (e. g., "Audi coelum 
verba mea plena desiderio et perfusa gaudio' ' [Echo: "audio"] ). 
Musical relationships between the two compositions are of a more 
general nature. Porta calls for a pair of sopranos rather than Monteverdi's 
tenors (the two ranges were often considered interchangeable in the early 
seventeenth century), but in both works the second voice is reserved ex- 
clusively for the echo. While the two settings have numerous structural 
similarities, a comparison of parallel passages reveals Monteverdi's much 
more concentrated sense of melodic direction (see examples 10a and lob). 
Where Porta meanders aimlessly, Monteverdi avails himself of the 
EXAMPLE 10a. Ercole PORTA, Audi coelum 
Tenor  1 -  - c i s  I  a - t a pvo-pha-fiS E - ze - c h l - e l  per - ta  0 - t i - e n  - ta . l i s  
EXAMPLE 10b. MONTEVERDI, ~ u d i  coelum 
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recitative style and rising sequences to  shape an intense, goal-directed 
phrase. Indicative of the sophistication and complexity of Monteverdi's 
musical thought is that the brief passage in example lob also functions on a 
larger architectural level. This phrase is only the first in a series of three, 
each of which is a variation upon the preceding one. Porta, on the other 
hand, continues on to  a new, unrelated melodic idea. i t  is a distinguishing 
characteristic of Monteverdi throughout the Vespers, indeed, throughout 
his oeuvre, that he carefully integrates details of melody and harmony with 
broader structural considerations. 
Monteverdi's Audi coelum also differs from Porta's in its extensive 
ornamentation, especially in some of the echoes. Porta's rendering, by 
contrast, is mostly syllabic and shows little of Monteverdi's interest in 
appropriate text declamation and affective expression. 
AIthough the texts of the two remaining motets, Nigra sum and Pulchra 
es, were reasonably popular in the late sixteenth and early seventeenth 
centuries, few significant traditions in the musical setting of particular 
words and phrases seem to have e v ~ l v e d . ~ '  In the case of pieces with the 
incipit Nigra sum, there are so many textual variants, many bearing little 
resemblance to Monteverdi's version or to one another, that it was im- 
possible for traditions of word treatment to  develop. The text Pulchra es, 
derived like Nigra sum from the Song of Songs, does not seem to have 
inspired musical composition as frequently. It enjoyed some popularity in 
Rome, as witnessed by a 1588 setting of Palestrina and early seventeenth- 
century interpretations by Agazzari and G. F. Anerio. It was also set to 
music by northerners such as Banchieri, Usper, Monteverdi, and others. A 
device encountered in many of these compositions, including Monteverdi's, 
is special harmonic emphasis on the word suavis in the opening line 
"Pulchra es arnica mea suavis et decora." The rendering of this word 
usually involved some kind of chromatic alteration relative to the first part 
of the phrase. A few other common approaches to specific textual passages 
are also evident, but none is of sufficient importance t o  detain us here. 
Monteverdi's Nigra sum and Audi coelum are especially notable for their 
utilization of the recitative style. Monteverdi was by no means the first to 
apply the recitative to sacred music, however. Two composers mentioned 
above who were strongly influenced by Caccini, Ottavio Durante and Don 
Severo Bonini, both employed recitative in earlier sacred  publication^.^^ 
The opening of Durante's Filiae Jerusalem may be quoted as an illustration 
(see example 11). Like Monteverdi, Durante did not adhere exclusively to 
the one style but mixed it with arioso. Bonini followed much the same prac- 
tice. 
Two other motet books that appeared in the same year as Monteverdi's 
Vespers deserve at least passing mention. These are the first sacred 
publications of Alessandro Grandi and Giovanni Francesco Capello, both 
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EXAMPLE 1 1 .  Ottavio DURANTE, Filiae Jerusalem 
of which contain pieces that either closely resemble some of Monteverdi's 
motets or share a number of distinctive features with them.93 Both 
collections emphasize again the intimate relationship between Monteverdi's 
sacri concentus and developments discernible elsewhere in the motet 
repertoire of the early seventeenth century. 
The remaining two pieces of the Vespro, the respond Domine a d  
adiuvandurn and the hymn Ave maris stella, further confirm Monteverdi's 
penchant for grandiloquent forms of expression. Many Vesper collections 
begin with the Vesper respond, but it is invariably a short, modest piece in 
keeping with the brevity of its text. Falsobordone and measured chordal 
homophony are frequently used techniques. Monteverdi himself draws on 
the tradition of falsobordone, but when this is superimposed on an 
adaptation of the toccata from L 'Orfeo, and the entire structure is enlarged 
by the addition of triple meter ritornelli, a much more extended and 
elaborate composition ensues with a wholly new aesthetic purpose. The 
respond becomes a large-scale vocal and instrumental sinfonia, introducing 
the magnificence of the entire Vesper service with its own musical brilliance. 
As with other pieces of the Vespro, Monteverdi has discerned the possibility 
of combining originally simple types of music with divergent purposes to 
fulfill both the required liturgical function and the need for an ap- 
propriately ostentatious introduction to his sumptuous collection. 
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Hymn settings, in contrast to the respond, are extremely rare in 
publications of Vesper music, and Monteverdi's inclusion of Ave maris 
stella is an indication of his wish to supply a complete musical service.94 His 
setting is based on a strophic format, frequently encountered in hymn 
collections of the sixteenth century, consisting of harmonization of the 
cantus firmus, which remains in the topmost voice throughout. But as we 
have seen so often, Monteverdi is never content with a simple and 
unassuming structure, and he elaborates on this basic plan in an ingenious 
fashion. The details of his setting have been described in chapter I11 and 
need not be repeated here; I need only observe that an unpretentious, 
traditional technique has once again been combined with modern elements 
t o  produce a piece of larger than normal dimensions and complexity. 
A summary overview of the comparisons made in the preceding sections 
of this essay reaffirms that different aspects of Monteverdi's Vespro have 
different relationships with the contemporary repertoire. The contents of 
the 1610 print place it within a small group of collections devoted to music 
for a single category of Vesper feasts. These collections are not applicable to  
as many feasts as the mainstream of Vesper publications, but most of them 
attempt to provide a greater quantity of polyphonic music for the feasts 
they do serve. Within this specialized repertoire, Monteverdi's is the only 
collection before Agostini's Marian Vespers of 1619 (which itself may well 
have been influenced by Monteverdi) to intersperse motets between psalms 
and to include a setting of an appropriate hymn. 
Monteverdi's approach to musical style is considerably more inventive 
and individualistic than his selection of pieces for the collection. The psalms 
and Magnificats draw not only from traditional, even outmoded, 
procedures in their respective genres, but also from the most progressive 
tendencies, especially those originating in publications of few-voiced 
motets, Monteverdi's complex synthesis of highly diverse materials and 
techniques results in more expansive and variegated compositions than 
appear anywhere else in the contemporary Vesper repertoire. The 
Magnificats in particular exhibit a unique combination of elements. In sheer 
musical magnificence, the only works comparable to Monteverdi's psalms, 
Magnificats, respond, and hymn are the late motets of Giovanni Gabrieli. 
Gabrieli, however, shows little interest in Vesper music and the details of his 
style differ substantially from Monteverdi's. 
The five sacri concentus, on the other hand, are commensurate with 
developments in the motet and instrumental canzona and sonata after the 
turn of the seventeenth century. But even in his motets and the Sonatasopra 
Sancta Maria, Monteverdi's large dimensions, virtuoso embellishments, 
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structural cohesion, and rhetorical treatment of texts far surpass the 
achievements of most other composers. 
VII 
The very originality of the Vespro della Beata Vergine should greatly 
facilitate a study of the impact and influence of Monteverdi's publication 
on subsequent Vesper compositions. It is probable that any Vesper 
collection from the years immediately after 1610 that exhibits charac- 
teristics of Monteverdi's music not found in the repertoire prior to that year 
has been directly or indirectly influenced by him. The discussion of this 
material will be limited here to  the decade 1610-1620. 
Two collections published in 161 1, one by Don Giovanni FIaccomiog5 and 
the other by Don Grisostomo R ~ b i c o n i , ~ ~  already reveal probable Mon- 
teverdian influence. Although only five of nine part-books survive from 
each collection, they contain enough rubrics and other indications of style 
and structure to determine with reasonable accuracy the character of the 
music. In both publications psalm and Magnificat settings for double choir 
are subdivided into sections of contrasting sonority, sometimes entailing a 
soloist or ensemble of two, three, or  four voices. Table I illustrates the 
organization of Rubiconi's Dixit Dominus as itemized in the original print. 
TABLE I 
Dixit Dom in us 




Dominus a dextris tuis 




basso e 2 tenori 
alto e doi soprani 
alto, basso e tenor 
alto e basso 
a 2 c a n t i e a 8  
basso e doi tenori 
a doi bassi 
doi bassi e 2 canti 
a 8  
[a 81 
Rubiconi's reliance on few-voiced textures is even more palpable than 
Monteverdi's. The full eight-voice choir appears in only a single interior 
section and the Doxology. In the other verses, the voices are not always 
matched in pairs of the same range as with Monteverdi. Rubiconi employs a 
greater variety of combinations, though at times he pits two soloists in one 
register against a third in another (cf. Monteverdi's Dixit Dominus). 
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Flaccomio is equally attracted to  contrasts in sonority and texture. His 
Nisi Dominus, for example, marked "da concierto," alternates between 
odd-numbered verses distributed among soloists from the first choir 
(descending from soprano through tenor) and even-numbered verses set ri 4 
for the second choir. The two verses of the Doxology are each assigned to 
one of the four-voice ensembles. The influence of the alternatim technique, 
at the basis of Monteverdi's Dixit Dominus, is also evident here. In his 
Magnificat, Flaccomio adds instrumental coloring, requesting doubling 
"cum corneta" and "cum basonicco" in two separate duos. 
These extended, sectionalized compositions, with their conspicuous 
changes in texture and their dependence on solo voices, are apparently 
direct responses to Monteverdi's example, since there are no other 
precedents in the Vesper repertoire. Not all peculiarities of the Vespro, 
however, were equally influentia1, for neither Rubiconi's nor Flaccomio's 
surviving part-books give any hint of the psalm tone, nor does their solo 
writing approach Monteverdi's extraordinary virtuosity. As we shall see, 
the psalm tone was avoided as assiduously after 1610 as it had been before; 
indeed, Monteverdi himself never used it as a systematic cantus firmus 
again.97 The absence of virtuosity in Rubiconi's and Flaccomio's coIlections 
may be attributed to the fact that few places in Italy had the quality of 
singers available in Mantua and Ferrara. Even in Venice Gabrieli provided 
comparatively modest parts for his soloists. 
A rare instance of the plainchant in a significant role is found in a 
collection of music for Holy Week by Giovanni Francesco Capello, 
published in 1612.98 Capello's eight-voice setting of the Canticle of 
Zacharia, Benedictus Dominus Deus Israel, accompanied solely by the 
basso continuo, carries the rubric "Del primo Tono in Sol sopra if Canto 
fermo." No other composition I have seen aside from Monteverdi's psalms 
and Magnificats uses a cantus firmus so extensively as to call attention t o  
the fact in print. The plainchant melody for the canticle closely resembles a 
psalm tone and is repeated for each verse of the text in the same manner as 
the psalm chants. A large portion of Capello's piece consists of chordal 
harmonization of the cantus firmus, which appears successively in different 
voices and alternately at its initial tonal level and a fourth below. 
Many aspects of Capello's music bear a remarkably close relationship to 
M~nteverdi . '~  His motets have already been mentioned, and in his 1612 
Lamentationi, obbligato instruments are prominently featured, Another 
composition from this collection, the psalm Miserere mei Deus, is scarcely 
conceivable without the example of Monteverdi's Vespro. This five-voice 
setting depends heavily on solo writing and an instrumental ensemble 
comprising a violetta, two violas, a violone, and chitaroni. The sec- 
tionalization of Capello's psalm is as pronounced as any of Monteverdi's. 
Ritornelli are interspersed throughout the piece and the instrumental en- 
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semble also serves in whole or in part as an accompaniment in several 
sections. Two imitative duets closely resemble Monteverdi's duet style (see 
example 12). The segments for solo voices approximate the recitative 
passages of Nigra sum and Audi coelurn (see example 13). Virtuoso em- 
bellishments are lacking, but they are abundant in other pieces in the 
Lamentationi, as well as in Capello's 1610 collection of motets.'00 
Among the most striking ilIustrations of Monteverdi's influence are the 
Salmi Intieri of 1613 and the Messa, Salmi, et Motetti Concertati of 1615 by 
Don Antonio Burlini, from sometime in 1612 organist at Monteoliveto 
Maggiore in Siena. l o '  The Salmi Intieri are large-scale, through-composed, 
and highly diverse settings of considerable musical interest. Burlini's four- 
voice choir is supported not only by an organ continuo but also at times by 
separate parts for an instrumento acuto and an instrumento grave, both "se 
EXAMPLE 12, Giovanni Francesco CAPELLO, Miserere 
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EXAMPLE 13. Giovanni Francesco CAPELLO, Miserere 
piace." Each verse of a psalm is confined to a distinct section and these 
sections are differentiated from one another by significant changes of style. 
Solo and duet textures are frequently encountered, though in these segments 
all parts may briefly combine for a four-voice passage. Imitative duets with 
instrumental accompaniment are also common. Falsibordoni and bIock 
chordal style appear occasionally, and some passages shift from the 
prevailing duple meter to triple time. Within a single section the verse is 
often split into segments of only a few words, repeated several times before 
the text continues. 
Not only is the general character of Burlini's Salmi Intieri reminiscent of 
the Vespro della Beata Vergine, but there are a few passages that appear to 
be directly imitative of Monteverdi. The opening of Burlini's Laudatepueri 
employs the same psalm tone as Monteverdi's Dixit Dominus, with its 
characteristic dip to the seventh degree both at the beginning and part way 
through the chant. As in Dixit Dominus, Burlini's plainsong serves as a 
subject for imitation, leading to a fulI-voiced chordal passage (see example 
14). But Monteverdi's six voices, two of them carrying a countersubject, 
result in a more complicated texture than Burlini's four. In the Quia fecit of 
Burlini's first canticle, the Magnificat tone emerges in long note values in a 
solo voice accompanied by the organ and a pair of instruments, a procedure 
directly comparable to the Quia respexit of Monteverdi's Magnificat L? 7 (see 
example 15). Similarly, the Gloria Patri of Burlini's setting is a florid echo 
piece analogous to Monteverdi's. 
RICE UNIVERSITY STUDIES 
EXAMPLE 14. Antonio BURLINI ,  Laudatepueri 
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EXAMPLE 15. Antonio BURLINI, Magnificat 
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The second canticle of the Salmi Intieri is similar in style to the first, 
although there is more emphasis on the full chorus. The E t  exultavit of this 
piece bears a remarkable resemblance to the E t  exultavit of Monteverdi's 
seven-voice Magnificat. Both versions begin with a melismatic passage in 
two-voice imitation followed by sequential repetition at a higher level 
(Monteverdi's sequence rises by a fifth, Burlini's by a fourth). In both 
settings there is a subsequent slowing of the pace at "spiritus meus" suc- 
ceeded by a short melismatic figure treated imitatively at "in deo." 
Although Burlini dispenses with the Magnificat tone and calls for four 
voices rather than Monteverdi's two, the derivation of his setting of this 
verse is obvious (see example 16, pp. 165-166). 
Despite the parallels between Burlini's and Monteverdi's Magnificats, 
significant differences are also apparent. Burlini employs his full vocal 
ensemble (only four voices in comparison to Monteverdi's seven) much 
more often, especially as the piece progresses. Burlini's instruments func- 
tion differently too; their style is less ornamental and, like the voices, they 
do not approach Monteverdi's characteristic virtuosity. The instruments 
also perform a sinfonia before the beginning of the first Magnificat, 
following the example of several motets in Giovanni Gabrieli's Sacrae 
Symphoniae of 1615. The Gabrieli collection, of course, postdates 
Burlini's, but as noted earlier, Gabrieli died in 1612 and many of his works 
were probably widely known before publication. Burlini himself was 
resident in Venice prior to  his removal to  Siena in 1612.'02 
Burlini's collection of 1615 is somewhat more conservative, while still 
revealing Monteverdi's influence. The psalms and Magnificat are for eight- 
voice cori spezzati, and homophonic textures and antiphonal effects are 
correspondingly prominent. Nevertheless, there are intervening passages for 
one, two, three, and four voices in the first choir, all in a modest vocal style. 
In addition to the organ continuo, a part for a single obbligato instrument is 
provided. These pieces, like those of the Salmi Intieri, are large-scale works 
of considerable stylistic variety whose overall dimensions reflect the impact 
of the Vespro della Beata Vergine, 
Among Magnificats published in motet books, one by Don Serafino 
Patta from 1613 displays Monteverdi's influence in its highly varied and 
complex structure as well as in some individual details.Io3 This five-voice 
piece shows a heavy concentration on solos and duets in the virtuoso style, 
with only a minority of the verses requiring the full ensemble (see example 
17), Some of the few-voiced sections are cast in falsibordoni, but others are 
reminiscent of the solo writing of Ottavio Durante. The duets tend t o  be 
imitative and comparable to  Monteverdi's (see example 18, p. 168). The 
Magnificat tone even appears in long note values a t  the beginning of the 
Deposuit, while the Gloria Patriemploys a choral echo. 
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EXAMPLE 17. Serafino PATTA, Magnificat 
In 1613 Monteverdi assumed his new post as maestro di cappella at St, 
Mark's in Venice, and various aspects of his music seem to have had their 
effect on a few composers in the Venetian state shortly thereafter. The 1614 
psalms of Francesco Usper, organist at the Church of San Salvatore in 
Venice, manifest an unusual interest in thin textures.'04 Usper's Laudate 
pueri in particular, marked concertato senza intonatione, utilizes its full five 
voices only at the conclusion of a few sections. Imitative duets prevail in- 
stead, and passagework is frequent. 
Much grander in design is a 1616 collection by Amadio Freddi of 
Treviso. ' 0 5  An obbligato cornetto and violino accompany the vocal parts in 
some pieces and perform additional sinfonie in others. The psalm and 
Magnificat settings imitate Monteverdi in their elaborate style and in their 
variety of textures, rhythms, meters, and melodic patterns. Change and 
contrast are almost continuous in these pieces. Short passages of text, 
sometimes only a few words, are isolated for individual musical treatment. 
Soloists are juxtaposed with the five-voice tutti and chordal writing is in- 
terchanged with imitation. Even the psalm tone appears with some 
frequency, though without the pervasive structural function of Monteverdi. 
The passages for soloists, however, shun vocal virtuosity. 
It is in the collections of Usper and Freddi that the influence of Mon- 
teverdi began to supersede that of Giovanni Gabrieli in Venetian music. The 
antiphonal style shows evidence of yielding to the thinner textures and 
soloistic passages of San Marco's new maestro di cappella, although neither 
Usper nor Freddi made the extraordinary virtuoso demands that Monte- 
verdi did. 
Gabrieli normally confined antiphonal contrasts to his multi-choir pieces, 
while in his works for fewer voices the textures fluctuate in accord with 
sixteenth-century practice-through the entrance and exit of parts without 
cadences and without breaking the continuity of the forward motion. The 
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five-voice pieces of Usper and Freddi, however, are much more clearly 
sectionalized by means of sudden contrasts and deliberate discontinuities. 
In this respect they follow Monteverdi and arrive at the concertato style 
without indulging in the massed antiphony of Gabrieli. Gabrieli's gigantic 
polychoral works were rapidly eclipsed with the advent of Monteverdi in 
Venice, and variety, contrast, and color became dependent upon factors 
other than large masses of sound. As a result, Usper and especially Freddi 
reveal their progressive tendencies not through antiphony, but by their 
emphasis on thin textures, solo voices and instruments, vocal and in- 
strumental duets, and sudden juxtapositions of contrasting rhythms, 
textures, and sonorities. 
All of the collections heretofore discussed emanated from northern Italy, 
where Vesper psalms had enjoyed a special prominence throughout the 
sixteenth century. The papal seat of Rome, on the other hand, had shown 
little interest in polyphonic psalmody, either before or after the Council of 
Trent. There are relatively few Vesper psalms in Roman manuscripts and 
prints of the Cinquecento, and it is only in the early seventeenth century 
that colIections of Vesper music began to proliferate there, It is hardly 
surprising, therefore, that the modern approach to Vespers as established 
by Monteverdi and his followers did not appear in the post-Tridentine 
environment of Rome until 1620. In that year an unusual collection, 
containing both conservative and modern settings of psalms and 
Magnificats, was published by Paolo Tardito.'06 The modern compositions 
are double-choir pieces with the addition of a lute to  the first chorus and a 
cornetto to the second. In these works Tardito's style does not differ 
significantly from Amadio Freddi's. Despite the division into two four- 
voice choirs, antiphonal effects are subordinate to such techniques as 
abrupt contrasts and thin textures. Solo duet passages, especially duets for 
voices in the same range, suggest the influence of Monteverdi. Virtuoso 
writing is much more in evidence than in Freddi's compositions, but it does 
not quite approach Monteverdian proportions (see example 19). 
There is little to  be gained by attempting to weigh the relative impact of 
Monteverdi's psalms and Magnificats, for it is apparent from the collec- 
tions of Burlini, Freddi, and Tardito that these composers did not 
distinguish stylistically between the two liturgical genres as Monteverdi did. 
The greater consistency of style among their psalms and Magnificats in- 
dicates that the latter were probably influenced as much by Monteverdi's 
psalms as by his canticles. A11 three composers utilized the full ensemble 
much more often in their Magnificats than did Monteverdi, and their so10 
writing was more restrained, avoiding his extravagant ornamentation. Al- 
though all three employed obbligato instruments, the instruments discharge 
a more modest function, adding their color t o  the total sonority, but as- 
suming very little individuality or idiomatic purpose. The Magnificats 
of Burlini, Freddi, and Tardito imitate Monteverdi's in their grand and 
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ostentatious manner based on clearly articulated contrasts, but they do not 
follow him in his concentration on intimate sonorities and relegation of the 
chorus t o  a merely framing role. 
Despite the authority exerted by Monteverdi's unique Vesper music in the 
decade after 1610, it must be stressed that the publications revealing this 
influence are an exceptional few in a vast repertoire which continued and 
developed oblivious to the example of Italy's foremost composer. This 
conclusion is not unexpected, given the widespread devotion to Vesper 
music and the practical use of Vesper collections in surroundings much 
more humble than the court of the Gonzagas or the church of Venice's 
patron saint. The fact is that few churches commanded the vocal and in- 
strumental resources required for such opulent music. But as the taste for 
elaborate concertato settings grew over the years, so did the abilities of 
many performers and churches to  cope with 'the new styles. The lengthy, 
varied compositions of Monteverdi, Rubiconi, Flaccomio, Burlini, Patta, 
Freddi, and Tardito gradually inspired greater quantities of comparable 
pieces, and by the mid-1630s extensive Vesper psalms and Magnificats 
employing instruments and soloists permeated the repertoire. After the 
middle of the century Bologna in particular became a center for this kind of 
music under Mauritio Cazzati, the prolific maestro di cappella of San 
Petronio.lo7 
But while the concertato style unquestionably informed a large part of the 
Vesper repertoire of the seventeenth century, it is also true that it did not 
drive out altogether the older, more conservative styles, which continued 
unabated alongside the modern. Numerous collections of psalms for five 
voices or for double choir "per tutte le solennitci" testify to  the con- 
tinuation of traditions and techniques formulated in the sixteenth century 
and still practiced widely. The stylistic dichotomy between the old and the 
new witnessed at the beginning of the Seicento by so many theorists and 
composers, including Monteverdi himself, was still in evidence as the 
century progressed. 
Nevertheless, the importance of Monteverdi's Vespers in the development 
of the large-scale concertato has been securely established. The influence of 
his music, which at first proceeded slowly, gradually accumulated 
momentum as more and more composers in the 1620s and 1630s were at- 
tracted t o  the elaborate style. And Monteverdi, of course, made further 
contributions to the tide with later Vesper psalms of his own. But as time 
went on, his influence undoubtedly became less direct, with many com- 
posers responding to the stimulus of his followers rather than to Mon- 
teverdi himself. This may already have been the case with regard to Tardito 
in 1620. What had begun as a highly individual approach to music for 
Vespers on feasts of the Virgin gradually became a general aesthetic outlook 
shared by many composers, most IikeIy without any precise knowledge of 
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its origins. As the elaborate concertato style of Vesper music spread, it also 
influenced mass composition and inevitably commingled with other modern 
developments. It was out of these streams that evolved the trends which 
were to dominate sacred music for two centuries to come. 
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Vespero, e Compreta, & Magnificat d Tre, d Quattro, a' Cinque, d Ser, d Sette, & d Otto dr 
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102. Burlini's Rivrera Fiorita dr  concert^ Musicale, published in Venice in 1612, names 
him as "Organisra di Santa Elena di Venetia." However, his Fiorr dr Concerti Spirituali, 
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103. In Sacrorurn Canticorurn una, duabus, tribus, quatuor, et quinque vocrbus, D. 
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